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This essay takes the “variation” in different genres of drama as a breakthrough 
point to examine the various phenomenon of variation in Peking opera of Taiwan 
during its process of development, within a particular period from the founding of “Ya 
Yin Xiao Ji” to the completion of this thesis. 
Although a homologous relationship exists between the Peking opera in Taiwan 
and Mainland China, they have exhibited a very difference in dramatic forms due to 
the decades of isolation. The Peking opera in Taiwan has not only inherited from the 
Mainland China but also, developed some variations, which are the mainly discussed 
subjects in this article.  
First of all, there are multiple factors impacted the variations of Peking Opera in 
Taiwan with greatly cooperative and interactive effects from both internal and 
external area. Among them, the intrusion of politics, penetration of modernism and 
the impact of multiculturalism are the most influential ones.  
Secondly, under the multiculturalism and postmodernism background, the 
traditional stylized thought cast had been broken; much collateral artistry have been 
drawn and integrated into the Peking opera in Taiwan. The fusion of this productive 
artistry has transformed the monistic structure to a multivariate one that contributes to 
a productive diversity of Peking opera in Taiwan and finally, led to its characteristic 
transformation.  
Thirdly, the transformation of characteristic of Peking opera in Taiwan has 
reflected in many aspects: theme and ideology, narrative structure, roles and 
professions, costumes and choreography, music and vocal performance and etc. All 

















to the variations of Peking opera in Taiwan. The traditional aesthetic requirements 
have been extended from the mere “musical opera” to a “dramatic opera”, and this 
variation, is exactly the vital characteristic of the transformed “New Peking opera”.  
Finally, the speculation of the variation of different genres of dramas has served 
a unique and meaningful role in a globalization era. With multiple “cross-cultural” 
and “cross-border” experiments in Peking opera fields, the “New Peking opera” of 
Taiwan has shown the innovative vitality and great courage, however, at the same 
time, lost its subjectivity. The development of Peking opera is originally a process of 
persistence in creation, yet, without a solid tradition, the creation would not possibly 
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